and difference through complex dialogic interchange. 5 Our collection of articles similarly locates the self-other relation at its center, proposing fresh interpretations of Baudelaire's thinking about other people, and showing how the otherness of other people was negotiated by this founding figure of European modernity. Organized in three sections, "Baudelaire and Other People" first considers how the other is constructed in Baudelaire's poetry, then turns to Baudelaire's relationships with other poets, whether as reader or object of reading, and concludes with the role played by other arts and other artists not only in Baudelaire's poetry and criticism, but also in interpretations of his work.
In our first section, "Baudelaire's Poetic Others: Theorizing and Realizing Autrui," authors examine the representation of encounters with other people in Les fleurs du mal and Le spleen de Paris. In her analysis of "À une passante" and "Les veuves," Sarah Gubbins explores the role played by both "generic baggage" and pre-existing assumptions in the perception of other people-in this case widows-in Baudelaire's verse and prose poetry. Kevin Newmark's reading of "Les sept vieillards" considers what the "loss of self" at the heart of Baudelaire's encounters with the other might entail and the possibility that it might be merely a provisional loss that allows for an even greater measure of self-possession and understanding in its wake. Maria Scott's essay, engaging with a currently topical theme in psychology and cognitive literary studies, approaches the meeting of self and other in the prose poem "L'étranger" as a dramatization of the 'impertinent' kind of interpersonal encounter that is repeatedly inscribed in, and even programmed by, the prose poems.
The second section considers "Baudelaire and Other Poets: Lyrical Alterities." Putting aside dates of birth and death, Daniel Finch-Race and Valentina Gosetti worked together, on opposite sides of the globe, to imagine a comparative encounter comprising Baudelaire-Bertrand-Rimbaud, with the aim of showing that Baudelaire, Bertrand, and Rimbaud share an aesthetic in which the integrity of the other is subverted in a manner that undermines the Cartesian idea of unified subjectivity. Robert St. Clair argues that both Baudelaire and Rimbaud enlist the formal materiality of poetic structure-from metrical regularity, syntax, and rhythmicity to the sonorous mesh of signifiers themselves-in ways that seem in crucial respects to underscore the relation of poetry to ecocritical concerns. Mathilde Labbé returns to the centenary of the publication of Les fleurs du mal in 1957, to examine recurrent themes in Baudelaire's reception across a range of "lectures de circonstance" by poets and writers (Aragon, Mauriac, Jouve, Adamov, et alia).
Our final section, "Baudelaire and Other Artists: Aesthetics and Autrui," explores Baudelaire's understanding and theorization of aesthetic alterity, as well as his real and virtual collaborations with other artists. Nicolas Valazza offers evidence that Baudelaire's final years in Belgium were not as solitary or as uncreative as is often believed; in fact, during this time the poet was actively collaborating with his publisher Auguste Poulet-Malassis and the artist Félicien Rops, among others. Jennifer Yee shows how Baudelaire's engagement with the Chinese art object in his 1855 Exposition universelle essay is consistent with his own aesthetic theory while also anticipating later thinking about the so-called exotic object. Alexandra Wettlaufer considers the complex play between absence and presence in Baudelaire's evocations of other artists and their works in his art criticism, arguing that these intertextual evocations and erasures present a model for understanding Baudelaire's aesthetic of artistic reception and the generation of meaning in painting, in music, and in poetry itself. In our concluding essay, Caroline Ardrey and Helen Abbott bring our inquiry into the twenty-first century, moving beyond the well-known classical settings of Baudelaire's verse to explore new ground, namely the 'satanic' legacy of the poet in contemporary death metal music.
The key question that this special issue explores from a variety of angles is: what does Baudelaire's work suggest to us about what it means truly to encounter another person, whether in reality or through the medium of writing? Interpersonal encounters, whether real or virtual, are central to each of the articles here, just as they are central to any reading of the thing we call literature. Simone de Beauvoir writes, for example, that "la littérature est le lieu privilégié de l'inter-subjectivité"; Antoine Compagnon defines literature as "un moyen-certains diront même le seul-de préserver et de transmettre l'expéri-ence des autres," while Patrizia Lombardo observes that "[l]'étude de la littéra-ture ouvre le chemin à la compréhension des différences." 6 To read a literary work is, at a very fundamental level, to come into contact with an other who is different from us. We all engage with Baudelaire, as with any other literary author, first and foremost as readers, and not just as scholars and critics. When we read his words, we are keenly aware that we are in contact with another person, another subjectivity, another modern self. The editors of this volume would argue, moreover, that when we read Baudelaire we are brought into an unusually unsettling form of contact with another subjectivity.
The sense of discomfort that can be experienced by Baudelaire's reader arises, first and foremost, from the fact that his writing so often shocks our vanity and our very sense of self. In his verse, human beings are regularly presented as ugly, even hideous: they merge, through the use of prosopopoeia, personification, metaphor, and simile, with figures that include a hookah-smoking figure of vice ("Au lecteur"), an ungainly bird ("L'albatros"), a filthloving dog ("Le chien et le flacon"), an animal corpse ("Une charogne"), ridiculous mannequins ("Les aveugles"), and even worms ("Le mort joyeux"). Recalling vanitas-themed paintings of leering skulls or rotting fruit, moreover, Baudelaire's writing frequently invokes death and decay: in "Danse macabre" a female skeleton flounces around a ball, while in "Une martyre" a prostitute's decapitated body is described in lovingly lyrical detail. In poems such as "À une Madone," "L'héautontimorouménos," "Le vin de l'assassin," and indeed "Une martyre" itself, the lyric subject evokes dark emotions and violent desires that confront us with unflattering and even grotesque reflections on what it means to be human. Although posterity has judged its decision harshly, the French court was ultimately quite correct to conclude that the author of Les fleurs du mal had violated accepted moral codes; and the accusation is arguably as pertinent today as it was in 1857. Wounding his readers was always, and not just after the court's judgment, an important part of Baudelaire's intention: "Quand j'aurai inspiré le dégoût et l'horreur universels, j'aurai conquis la solitude" (OC 1:660), he writes in Fusées, while in a letter of 1865 he notes that his prose poems will induce abortions in any pregnant readers. 7 A second and related reason why Baudelaire's work disconcerts its readers is that it is difficult, if not impossible, to remain detached from and unaffected by it. His verse and prose poetry, in particular, demand our participation, our consent, not only by appealing to our imagination and our senses, but also, on occasion, by overtly addressing us as readers. This is what happens, unexpectedly and confrontationally, in the opening poem of Les fleurs du mal. In the famous final lines of "Au lecteur" (OC 1: 5-6) the reader stands accused not simply of being on familiar terms with "Ennui," the most horrible of vices, but also of being a hypocrite, and therefore by implication prone to deny this familiarity. And the last words of this opening poem address the reader as "mon semblable, mon frère," thereby positing an uncomfortable familiarity and an intimacy that the reader (certainly the hypocritical reader) may also be eager to deny. A similarly disturbing address to the reader-simultaneously appealing and aggressive-features in the "Épigraphe pour un livre condamné," added to the third edition of Les fleurs du mal in 1868:
Lis-moi, pour apprendre à m'aimer;
Âme curieuse qui souffres Et vas chercher ton paradis, Plains-moi !... Sinon, je te maudis! (OC 1:137)
The prose poems, too, regularly address a second-person figure, often a target of mixed affection and scorn, as in "Le chien et le flacon," "La femme sauvage et la petite-maîtresse," "Le galant tireur," and "Les yeux des pauvres." The reader is always implicated by this "vous" or this "tu"; s/he can never fully adopt the position of a third-person observer.
The ambiguously scornful and sympathetic relation of the 'je' figure to the reader is linked to the third reason why reading Baudelaire can take the form of an unusually estranging encounter. Essentially, we are never entirely sure who is speaking, or how that speaker is positioning us. Is the lyric subject of the verse, the narrator of the prose poems, or indeed the 'je' of Baudelaire's various essays, to be understood as autobiographical or as fictional? Or both? In other words, is the poet's voice, or the voice that addresses the bourgeoisie at the beginning of the Salon de 1846, to be understood as sincere or ironic… or, again, as a mixture of both? To the extent that the identity and intentions of his speaking subject are uncertain, Baudelaire's writing leaves us caught in the moment of encounter, unsure of our own position and of that of the other.
Baudelaire's own contemporaries were often unsure what to make of him. One of the journalists most sympathetic to the poet during his own lifetime was uncertain, for example, what to make of Les fleurs du mal:
Après avoir lu le livre de M. Baudelaire, la première question que l'on se pose est celle-ci: L'auteur est-il sérieux? Son livre sort-il d'une imagination bizarre mais consciencieuse, ou n'est-il qu'une mystification colossale? Il n'est pas facile de répondre. 8 Even those closest to the poet were not sure how seriously to take his creative efforts: "Il récitait des poèmes à ses amis, mais ceux-ci ne savaient pas toujours s'ils devaient admirer ou s'ils étaient victimes d'une mystification." 9 At least some of this incomprehension was willed by Baudelaire, who would appear to have taken a very particular pleasure in perplexing those around him. He is reported, for example, to have asked Charles Asselineau's female companion for an enema, to have dyed his hair green, and to have made various outlandish claims, including the boast that he had once eaten the brains of a child. 10 The difficulty of relations with other people is a recurring theme in Baudelaire's writing. In his poetry and private writings he repeatedly and even obsessively returns to the idea that the poet or artist figure is misunderstood and persecuted by other people. In the prose poems, moreover, Baudelaire's porte-parole expresses despair at the idea that even lovers cannot understand one another ("Les yeux des pauvres"), irritation at having to adopt a social persona ("La chambre double," "La solitude"), anger towards a companion who is disparaging ("Le galant tireur"), affected ("La femme sauvage et la VOL. 58, NO. 1 5 petite-maîtresse") or otherwise disappointing ("Le chien et le flacon," "La fausse monnaie"). Given the fraught nature of intersubjective relations in his work, it seems unsurprising that popular culture has retained a misanthropic or 'satanic' version of Baudelaire, as one of the articles in our volume attests. Accordingly, in Ken Bruen's Dispatching Baudelaire, a 2004 novel, the Baudelaire-like protagonist ends up throwing a stranger under a train, on a whim, and at the heart of Lemony Snicket's A Series of Unfortunate Events (a hugely popular but bleakly, gloomily humorous book series and film for children) are orphans who were named, by their author, after the poet. The editors of this volume, alert to but undeterred by the generally complicated character of interpersonal encounters in the poet's work, chose to adopt a collaborative approach in their treatment of the theme of Baudelaire and other people. This special issue is, in fact, the product of what turned out to be some very rich interpersonal encounters, both virtual and real, between different readers of Baudelaire. It was conceived and produced as part of an extended dialogue, first between the two editors and then between the authors, who were invited to read and comment on each other's drafts both virtually and, for many of us, in person, at a dedicated round-table discussion on "Baudelaire and Other People" at the Society of Dix-Neuviémistes conference at the University of Kent in April 2017. Both this round-table event and the special issue itself have their origins in a Visiting International Academic Fellowship, awarded by the University of Exeter, which enabled Alexandra Wettlaufer to visit Maria Scott in the spring of 2016. During this visit, we talked about connections between Alexandra's current work on George Sand and George Eliot, and Maria's current work on fiction and empathy. But when we did the mental math and realized that 2017 marked the 150-year anniversary of Baudelaire's death, we decided that our collaboration should focus on the work of this poet, an older though also shared research interest of ours.
Our decision to mark the 150-year anniversary with a round table and a special issue of L'Esprit Créateur, for which we circulated on-line calls for papers in 2016, has produced an interesting ripple effect: the editors of one journal, in response, produced a virtual special issue devoted to Baudelaire; and two conferences were held in 2017 to mark the anniversary, one in Paris and the other in Dublin. One of the organizers of the Dublin event commented, in his introductory speech, on the fact that the commemoration of Baudelaire in 2017 was a symptom of the hyper-canonization of the poet, and continuing fascination with him, little realizing that one of the incubators of this cultural supervirus was sitting in his midst. If the commemoration, in various forms, of the poet's death 150 years ago is a symptom of his hyper-can-onization, it is also a symptom of our bizarre and always interesting connectedness, as scholars and as human beings, in the second decade of the twentyfirst century.
University of Exeter and University of Texas at Austin
Notes
